Manhattan focuses on three main aspects: Rodgers and Hart's use, development and exploration of music and lyrics within a narrative; the business of musical theatre and its influence on their works; and the portrayal of identity, both personal and national. The Introduction and Chapter 1 provide a brief history of Rodgers and Hart's childhoods and their earliest collaborative works, as well as a broad overview of the landscape of musical theatre in the 1920s. Like many historical accounts of Broadway musicals, the subsequent chapters (from 2 to 8) each focus on a particular show rather than a common theme, allowing for a mostly chronological narrative. Within each chapter the narrative is, at times, non-sequential, however the use of subheadings and multiple figures eliminates any possible confusion. The discussion of each show is augmented by historical, social, cultural, political and personal contexts as 
Symonds guides the reader through earlier manifestations of Dearest Enemy (originally titled
Sweet Rebel during its out-of-town tryouts), outlining the differences seen with each new draft, as well as the positives and negatives of each version. Although many critics did not look favourably on this show, they praised the integrated plot-a feature that had become somewhat of a rarity on Broadway.
With the onslaught of talented writers in the business during the 1920s, securing financial backing was difficult, and more than once Rodgers and Hart were rejected in favour of more experienced and more famous writers. In Chapter 4, Symonds digresses somewhat to discuss Herbert Fields and his father, Lew Fields, who produced many of Rodgers and Hart's later shows. The partnership between the Fields and Rodgers and Hart began with The Girl Friend (1926) . Despite Herb, Dick, and Larry's passion for an integrated musical, Lew cut the show dramatically during the out-of-town tryouts. By the time it was performed on Broadway, the show was more like a revue, earning lukewarm responses from critics. Nonetheless, Rodgers and Hart learnt how to maintain their artistic integrity whilst pandering to a producer's demands.
Having gained some notoriety, Rodgers and Hart were commissioned to write their first show for the West End (Chapter 5). Lido Lady (1926) received dichotomous responses from critics and audiences. English audiences had already been introduced to American musical styles of jazz and ragtime, and were eager for more toe-tapping music. Critics, on the other hand, lamented the use of jazz and ragtime instead of more traditional 'English 'music.
Their lament was partly due to the critics' racist views toward African Americans, which, as Symonds suggests, was only thinly veiled in their reviews. Despite the criticisms, Rodgers's music-which was described as having a 'discreet' use of jazz-was generally well received. This is not terribly surprising as both the music and lyrics borrow heavily from Gershwin's Lady, Be Good (1924) . Rodgers and Hart's next two shows in London-One Damn Thing after Another (1927) and Ever Green (1930)-were more successful, but, despite their preference for integrated narratives, Rodgers and Hart returned to the revue format in both shows; it was a style the producer, Charles B. Cochran, favoured.
Returning from England, Rodgers and Hart threw themselves into two parallel projects:
Peggy-Ann (1926), a Cinderella story with fanciful and exaggerated characters, and Betsy (1926), a revue for eminent producer Florenz Ziegfeld (Chapter 6). To be commissioned by Ziegfeld Three years later, Rodgers and Hart produced perhaps their most daring experiment, Chee-Chee (Chapter 8). Based on a series of popular and provocative novels, Chee-Chee tells the tale of the Grand Eunuch of China who wishes to retire and hand over his duties to his reluctant son, whilst his sixteen-year-old daughter wishes to become a concubine. Critics found the focus of the show on castration and prostitution to be distasteful and puerile, and their reviews lambasted the show accordingly. Symonds suggests, however, it was not the more daring sexual content of the show that made it a failure-after all, overt displays of sexuality were becoming increasingly common during the 1920s-but the homosexual subtext, a topic deemed unacceptable at the time. Rodgers's account of this show is dismissive at best, painting his involvement in a rather rosy manner. Symonds's analytical commentary on Rodgers's biography, however, is less forgiving, challenging Rodgers's claims of indifference (p. 218-20) .
Perhaps most interesting, however, is the discussion of Rodgers's excitement and increasing desire for an integrated narrative and score: a feat Rodgers believed they had achieved in CheeChee. As Symonds discusses, it was this driving interest that led to Rodgers's most famous work, Oklahoma! (1943), which is generally considered to be the first fully integrated musical, setting the standard for everything to come (p. 220).
